In January 1924, Flemish avant-garde magazine Het Overzicht published a list of its congenial modernist formations named 'Het Netwerk'. It named nineteen magazines from Europe, the United States and Brazil, including the Polish magazine Zwrotnica. It exemplified the close and direct relationships within the supranational network of the avant-garde. Various formations belonging to this network, both bigger and smaller nodes, were linked to each other, often directly through befriended artists and writers. It did not only concern places such as Paris or Berlin, but also less pivotal nodes of the avantgarde network. In this paper I will present a case study of two countries, namely Poland and Belgium, as an example of European interwar cultural mobility. Joined in their pursuit of modern art, and crossing national and linguistic frontiers, Polish, French and Dutch-language magazines exchanged and re-printed each other's texts and artworks, a practice also discussed in the correspondence between their representatives. Based on such tangible traces I will describe the cultural mobility and mutual exchange between the Polish and Belgian modernist journals, and attempt to shed light on the features, dynamics, and key figures of the network.
to more pivotal formations from France or Germany. 1 I will demonstrate that besides links to the so-called 'centers,' these less pivotal formations were also directly related to each other, regardless of the cultural and linguistic barriers between them.
The international exchange of works and ideas was crucial for the avant-garde network, because most of its nodes stayed on the side-lines of local contemporary artistic and literary life, and needed to diffuse their accomplishments and spread their viewpoints elsewhere. Magazines featured a plethora of international novelties and artworks, and their editors strove to broaden the reception of their periodicals by sending them to as many places as possible, be it in the East or in the West. Thus, the contact between the different nodes was of a reciprocal character, because one part of the network would not only propagate their works, but also receive new impulses from numerous congenial formations and artists, which had a major impact on the general development of modern art in Europe.
Strongly related to the mutual exchange between avant-garde magazines is the notion of cultural mobility, as discussed by Stephen Greenblatt. 2 The concept of cultural mobility has no strict definition, and it encompasses a number of social and cultural phenomena, yet for the sake of this article I would describe cultural mobility as a multidimensional exchange of viewpoints, ideas, activities, people etc., taking place across cultures, countries, languages and social classes, while having the ability to freely move between cultural circles defined by those factors. Greenblatt postulated that the dynamics of metaphorical transfer of ideas and influences might be understood only when the actual movement is well described, which is my objective here. In the description of cultural mobility a number of factors should be taken into consideration, such as the particular individuals who facilitated the contacts and functioned as intermediaries.
In order to reflect on the cultural mobility between Poland and Belgium, I will analyze the exchange between their most prominent avant-garde literary, artistic and architectural magazines, which were established during the interwar period. 3 Aiming to shed light on the constant circulation and diffusion of works and ideas between its nodes, whether seen as pivotal or not, I will discuss traces of the exchange left in the magazines in question and in the correspondence between the artists. 1 For existing studies on Belgian and Polish avant-gardes as well as on the international interdependencies of the modernist network see e.g. Per Bäckström and Benedikt Hjartarson (red.), Decentring the Avant-Garde. Amsterdam/New York: Rodopi 2014; Timothy O. Benson (red.), Central European Avant-Gardes: Exchange and Transformation, 1910-1930 12 Yet, interpersonal antagonisms and opposing viewpoints proved to be insurmountable and after the General National Exhibition held in 1929 in Poznań, hostilities between the architects and painters affiliated with Praesens led to a split between these two factions. 13 The Polish artistic milieu of the late 1920s and early 1930s was reflected in a number of short-lasting and competing magazines. Following the break-up of Praesens in 1929, Strzemiński, Kobro and Stażewski launched a.r. (revolutionary artists or real avantgarde) -a group aiming to unite all artistic disciplines: visual arts, architecture, typography and poetry. To achieve this goal, they invited Przyboś and Brzękowski, two poets formerly involved with Zwrotnica, to join their initiative. Instead of publishing its own magazine, a.r. published two short bulletins and eight books as parts of the a.r. collection. Parallel to a.r., Baczyński published Europa [Europe], and Brzękowski and Chodasiewicz-Grabowska (Nadia Léger) launched the Polish-French L'Art Contemporain -Sztuka Współczesna [Modern Art], both published in 1929-30, respectively in Warsaw and in Paris. Dreading a lack of cooperation between Polish artists and aiming to constitute a common ground for all Polish avant-garde formations, Brzękowski and Strzemiński initiated a new magazine which after long-lasting disputes appeared in May 1931 under the name Linia [Line] edited by Jalu Kurek. 14 Due to financial problems and programmatic differences, however, Linia did not manage to unify the Polish avant-garde scene, which remained fragmented throughout the 1930s.
POLISH CONTRIBUTIONS TO BELGIAN AVANT-GARDE MAGAZINES
Belonging to an international network of avant-garde formations and periodicals, the previously mentioned magazines and artists from Poland and Belgium were directly related to each other, and not only via the more pivotal nodes of the network, such as Paris. Although French was indeed the lingua franca of the period, Polish avant-garde artists also had direct ties to Flemish magazines. Especially noteworthy is the link between Zwrotnica and Het Overzicht, initiating a long-lasting reciprocal exchange of texts, reproductions of artworks, and architectural projects between magazines from Poland and Belgium. Obviously, Polish and Belgian magazines did not only have contact with each other. Cultural mobility within the avant-garde network had a multidimensional and supranational character, and it surpassed national, as well as cultural borders, between the East and the West and between the so-called 'centres' and their 'peripheries'. Below I will refer to Polish-Belgian relations as an example of such circulation.
Two key figures influencing the cultural mobility between Poland and Belgium were Tadeusz Peiper, the editor of Zwrotnica, and Michel Seuphor; the two had exchanged letters since 1922. 15 In October 1923 Het Overzicht, as one of few international journals, published a note on the Vilnius exhibition of May 1923. 16 Six months later Het Overzicht published an article on modern Polish art written by Jan Brzękowski, an exceptional example of cultural exchange between Polish and Dutch-speaking formations. 17 The correspondence between Seuphor and Peiper started in 1923 when the former asked Witold Kajruksztis -a Blok artist, co-organizer of the Vilnius exhibition and co-author of its catalogue -for information about modern Polish art, who then passed the request on to Peiper. 18 Although Peiper offered to write two texts on Polish modern art and poetry, he sent only one text to Seuphor in February 1924. Too busy publishing a book, Peiper had asked Brzękowski -a young poet related to Zwrotnica -to write the article. According to Peiper, Brzękowski's text was 'peut-être même trop objectif' [perhaps even too objective] yet, it was 'le premier article qui met au point, d'une façon à peuprès exacte, la physionomie véritable de nos groupements artistiques' [the first article which describes, in a more or less precise manner, the genuine physiognomy of our artistic formations]. 19 The Dutch version of Brzękowski's text was published with some delay in April 1924. The same issue of Het Overzicht included a short note on Peiper's poetry volume A (drawings by Kisling), and the following issue mentioned his Żywe Linie [Living Lines] with drawings by Juan Gris. 20 Both books were published in 1924 and one of them was the reason why Peiper could not write the article on poetry himself. Moreover, in the same letter Peiper also asked Seuphor to write an article on Belgian art for Zwrotnica, which never appeared in the magazine. 21 In January 1924, Het Overzicht published a list of congenial modernist periodicals with the meaningful title 'Het Netwerk' -a tangible indication that avant-garde formations and their magazines saw themselves as parts of a world-wide network characterized by cooperation. 22 It listed titles from Belgium, France, Germany, Brazil, the US as well as Polish Zwrotnica. Zwrotnica had also been mentioned in the sixteenth issue, and Blok appeared in the two last issues of Het Overzicht, including a table 'Tijdschriften -Revues Modernes' on the final cover of the magazine. 23 Brzękowski's article, which was published in Het Overzicht, also appeared in the Czech magazine Pasmo. As mentioned above, it is a particular example of Polish-Belgian (and Polish-Czech) mobility, as its appearance led to some controversy among Blok artists and intensified the tensions between members of the Polish avant-garde. Because it was written in 1923 but published in 1924, the article did not include Blok, which was yet to be founded, among the modern Polish movements. 24 As a result, the sixth/seventh issue of Blok, edited by Szczuka and Żarnower, included a warning to all avant-garde journals referring to Brzękowski's articles on Polish art in foreign journals. 25 It criticized the articles, their sources and the fact that Brzękowski had ignored a number of modernist writers. The warning also demanded that the artistic life of Poland, still largely unknown to the rest of the world, be described properly. This is noteworthy, because from that time Blok included no more mention of Het Overzicht, contrary to previous issues. 26 This remarkable example indicates how foreign publications (in this case Belgian and Czech) influenced the dynamics of Polish artistic circles, showing that the mobility within the network was not just a one-way movement, but that what happened in any node of the avant-garde network reverberated throughout it and had a direct or indirect influence on other formations. All in all, Brzękowski's article in Het Overzicht marked a turning point in his international career, as it begun his long-lasting friendship with Seuphor and allowed him to become an active actor on the Parisian avant-garde scene.
Not only the Flemish magazine Het Overzicht, but also French-language 7 Arts published in Brussels maintained close relationships with avant-garde groups based in Krakow and Warsaw. Correspondence between the editors of 7 Arts and respectively Zwrotnica or Blok reveal their reciprocal interest in each other's works and novelties, which boosted the cultural mobility and exchange between these periodicals. Letters between Victor Bourgeois and Tadeusz Peiper indicate that the artists were planning to supply each other with texts on Belgian and Polish modern art, which however never appeared in either 7 Arts or Zwrotnica. 27 Earlier, Bourgeois had also written to the editors of Blok informing them about the launch of the third volume of 7 Arts and requesting articles and reproductions of Polish art, while at the same time offering them to supply Blok with relevant reproductions. 28 Consequently, many traces of reciprocal exchange between 7 Arts and Polish magazines can be found. 7 Arts included information on Polish exhibitions and on architectural and literary novelties. It discussed the architectural exposition of Blok in Warsaw of 1926 as well as Alicja Halicka's exhibition in Gallérie de Centaure in the same year. 35 Architectural drawings of Żarnower, Szczuka, Koziński and Karczewski's projects (e.g. residential buildings, a cinema and a theatre) were reproduced in 7 Arts. 36 All of these drawings also appeared in volumes 10 and 11 of Blok, yet some of them were first published in 7 Arts before appearing in that Polish magazine. The fact that Polish works would first appear abroad (in this case in Belgium) indicates the importance and influence of international exchange and mobility. As far as literature is concerned, 7 Arts published fragments of Anatol Stern's poem Europa translated by Benjamin Goriély together with a short text on Stern, as well as a review of the French-language Polish journal Pologne littéraire published in Warsaw between 1926 and 1936. 37 Also worth mentioning is the following remark in 7 Arts (1927), indicating the interdependencies between various nodes of the European avant-garde network: 'Nous ne pouvons malheureusement contrôler la justesse de cette affirmation, mais il nous paraît utile de montrer par ce cas étranger, combien la vie de l'Europe est liée à de communes préoccupations.' [Unfortunately we cannot measure the accuracy of this statement, yet we found it useful to demonstrate, based on this foreign example, how much the life of Europe is related to common concerns.]. 38 A similar viewpoint can also be discerned in letters sent to 7 Arts by Blok and Zwrotnica on the occasion of the 100th issue of the Belgian publication. Excerpts of these Polish congratulations were published together with letters from congenial Dutch, German or French periodicals. Both letters emphasized the fact that 7 Arts functioned as a meeting place for the Eastern and Western avant-gardes: Blok appreciated it as 'une revue qui lutte pour le modernisme à l'Est ainsi qu'à l'Ouest de l'Europe' [a journal which fights for modernism in the East as well as in the West of Europe], 39 while Peiper emphasized that 'L'avenir des idées nouvelles dans chaque pays est déterminé par l'avenir de ces idées dans tous les autres pays. Peiper est nécessaire à Braque aussi bien que Picasso' [the future of new ideas in every country depends on the future of such ideas in all other countries. Braque needs Peiper as much he needs Picasso]. 40 When 7 Arts intended to publish 'un bref tableau du modernisme international' [a brief table of international modernism] on the occasion of its 130th issue, Peiper wrote to the editors of 7 Arts expressing his hope that the artistic efforts of Zwrotnica would be incorporated into the 'catalogue' in question and offered to write a suitable article. 41 artists in Cercle et Carré are reflected in his letter to Kurek: 'Przypuszczam, że do następnych numerów uda mi się wpakować Was wszystkich, choć Seuphor jest b. nieobliczalny i dziś mówi tak, a jutro nie.' [I suppose that I will be able to force you all into the next issues, yet Seuphor is highly unpredictable and today he says 'yes,' and tomorrow 'no'.]. 47 He also gave Przyboś's book Z ponad [From Above] as well as the French translation of the first a.r. bulletin to Seuphor, which were to appear in Cercle et Carré. However, Seuphor refused to publish the text, because of the negative attitude towards the work of Le Corbusier expressed in this bulletin. 48 Eventually, Cercle et Carré published two short theoretical statements by Brzękowski and Stażewski, a reproduction of Stażewski's work, Brzękowski's article on abstract cinema 'Pour le film abstrait', accompanied by a short script, and information about an international congress of intellectuals that was to be organized by Europa. 49 What's more, we read in Seuphor's correspondence that he received texts written by Kobro and Stażewski, which were also to be published in Cercle et Carré. 53 Blok regularly referred to 7 Arts, Anthologie and Het Overzicht -although as mentioned above, after the fifth issue Het Overzicht was no longer mentioned. 56 In its sixth/seventh issue Blok informed its readers that it had been invited to participate in an exhibition in Le Cabinet Maldoror in Brussels in December 1924, which eventually did not take place; during this period Le Cabinet Maldoror held another exposition, namely 'OEuvres des peintres russes' (6-31 December 1924). 57 However, Belgian architects and artists did participate in the exhibition of modern architecture held in Warsaw between 27 February and 25 March 1926. The catalogue, i.e. the eleventh issue of Blok, featured a variety of works from several countries, including works by Belgian artists Huib Hoste, Victor Servanckx and Henri van de Velde. However, a note on the first page of the catalogue stated that not all Belgian participants had been included due to a delay in the transportation of their works. 58 Blok 11 published two reproductions of Van de Velde's theatre, his French-written article 'Le Style Moderne' (dated May 1925), a short text and three photos of Servanckx's works, as well as two linocuts by Peeters (1921-24). 59 It is not certain whether Victor Bourgeois participated in the exhibition. His name was not included on the list of Belgian participants, but Blok and Polski Klub Artystyczny [Polish Art Club] did sent him an invitation in November 1925. 60 Two drawings of his 'La Cité Moderne' in Brussels were depicted in the exhibition catalogue together with a short note regarding the proper orientation of houses (originally published as 'L'Art du Groupement' in 7 Arts from July 1924). 61 Other works of Belgian provenance in Blok included G. Linze's text on modern art and three reproductions of Servanckx's works. 62 The cultural mobility between Poland and Belgium was not only reflected in Blok, but also in other periodicals, such as L'Art Contemporain -Sztuka Współczesna and Praesens. Close ties between Seuphor and Brzękowski boosted the mobility and exchange with L'Art Contemporain -it referred for instance to Cercle et Carré and published four poems by Seuphor. 63 Moreover, Seuphor revised French translations of Polish texts published in L'Art Contemporain. 64 Additionally, two reproductions of Vantongerloo's sculptures The cooperation between Polish and Belgian architects within the CIAM intensified the mobility and exchange between these countries, which was reflected in Praesens. 68 After the CIAM congress in Frankfurt, Szymon Syrkus wrote to Bourgeois asking for drawings and pictures of his project of workers' housing, which had been discussed during the conference. 69 In the following letter Syrkus thanked Bourgeois for his materials and promised to send him the second issue of Praesens, which featured one of Bourgeois's drawings. 70 Moreover, Praesens 2 included a résumé of preparatory works for the third CIAM congress in Brussels, to be held in October 1930. 71 74 The a.r. bulletins bear no explicit traces of Polish-Belgian exchange, yet -beside plans to publish a fragment of the first bulletin in Cercle et Carré -an article written by Georges Vantongerloo was meant to be included in the second bulletin. It was eventually removed, probably because Brzękowski disapproved of its content. 75 Close and direct relations between the a.r. artists and the representatives of Belgian avant-garde formations, however, enabled Strzemiński to establish the International Collection of Modern Art in Łódź and to acquire a number of progressive European artworks, including Seuphor, Vantongerloo and Joostens. The Łódź collection was the first permanent collection of abstract art in a European museum and a unique example of cultural mobility in the interwar Europe, formed partly thanks to the links between Polish and Belgian avant-garde artists. CONCLUSION The aim of this article was to reflect on the cultural mobility between Poland and Belgium as an example of the multidirectional circulation and diffusion of works and ideas between various nodes of the avant-garde network. Each particular avant-garde group and periodical developed in a specific national, cultural and linguistic context. However, all these formations received limited attention from their respective local public, which made them seek a broader audience among other avant-garde groups. This enhanced supranational exchanges and mobility, which -as proved by the previously mentioned examples -was not limited linguistically or culturally.
The example of Poland and Belgium shows that artistic formations in these countries were directly related to each other and the mobility between them had a mutual, reciprocal character. Each side showed interest in the other's achievements and novelties, and was eager to share their own. Moreover, the formations perceived one another as equal, with no notion of inferiority or superiority -which is clearly demonstrated by the quoted letters and texts. Although the magazines in question also provided a platform for other countries and artists, the exchange and mobility between Poland and Belgium was quite intense, direct, and took place without intermediaries from the more pivotal nodes of the network. I have outlined some remarkable examples of direct mobility, e.g. Seuphor's and Mondrian's 'Tableau-poème', as well as important similarities and analogies in theoretical and artistic undertakings on both sides. Moreover, the close personal relations of artists such as Seuphor, Bourgeois, Brzękowski and Peiper played a crucial role: they enabled the actual movement of works and images, and facilitated the international cultural mobility.
The case study researched in this article shows the significance of cultural mobility within the avant-garde network. The broad diffusion of ideas and works as well as its pace were remarkable, as translations of foreign texts were published within a few months after their initial appearance. Furthermore, some pieces were first brought to light abroad, before being published in local periodicals. I have chosen a specific example of Poland and Belgium to illustrate the role of direct, supranational and intercultural exchange on the general functioning of the interwar avant-garde network, and therefore its impact on the development of modern art.
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